sentiment about the unlimited possibilities of the Internet and everything digital. 5 Driven by a utilitarian logic and motivated by the ambition to create visibility in the 'economy of attention', Bod's provocative statements of 'the end of humanities 1.0' can be interpreted as a perfect embodiment of a specific state of mind within contemporary academia. A mindset that the Austrian Professor of Digital Methods in Architecture and Space Planning Georg Franck has aptly dubbed 'mental capitalism'. 6 Despite the fact that the effect of this mentality -which has affected Dutch academia more strongly than other scientific cultures in Europe -would merit a sharp contestation at this point, in this reply I have to restrict myself to the discussion of two of Bod's main theses: first, his assumption that the so-called 'humanities 2.0' will be able to 'reconcile' the positivist or empiricist tradition of the natural sciences with the hermeneutic tradition of humanities; second, I want to question the narrow perspective of Bod's intellectual agenda when it comes to his central research question -the search for 'universal patterns' in intellectual, artistic or political 'products' (in his case, texts).
Humanities 2.0 as new scientific paradigm?
Exceptions prove the rule, but so far historians cannot be accused for being substantial impact of the digital revolution in their field with some passion 8 , historians as their professional users, have remained surprisingly silent on this question. Yet, according to Roy Rosenzweig, one of the pioneers of digital history, reflecting on the challenges with which the so-called 'digital revolution' is confronting the historical discipline is a matter of epistemological urgency: 'Historians need to be thinking simultaneously about how to research, write, and teach in a world of unheard-of historical abundance and how to avoid a future of record scarcity'. 9
While the shift of sources from 'document' to 'data' has mainly been discussed in terms of scale, the epistemological implications of this ontological shift have been investigated less. 10 As the digitisation process destroys the indexical relationship between a past historical reality and its physical imprint on a source (for example between the filmed reality and its physical imprint on the filmstrip), the concept of 'original' -so crucial in the emergence of history as a scientific discipline in the nineteenth century -seems to lose its analytical potential. 11 In both digitised and digital-born sources, the informationthrough a process of data processing -is encoded and not inscribed onto the materiality of a medium as it was the case in analogue printing, photography or film. 12 The challenge of doing digital source criticism is therefore to keep track of this process of transcription -a highly complicated task considering 
In search for 'universal patterns'?
Recognising that 'data' in humanities are complex, fuzzy and incomplete, it comes to a surprise that Bod's research programme for the humanities the topic of 'history and criticism' has recently put it, doing history is the 'art of not being too sure' or, in other words, historical criticism means contributing to the 'Entselbstverständlichung' (the making less self-evident) of the world! 26
Bod's 'humanities 2.0' aim at the opposite.
This 'Entselbstverständlichung' becomes even more urgent when taking Roy Rosenzweig's diagnosis of the radical shift from an 'age of scarcity'
to an 'age of abundance' seriously. This is especially true for my field of expertise, which is the history of media. While most media histories of the past -partly due to problems of accessibility to audio/visual sources -have been based on the study of written and published sources, the massive digitisation of sonic and visual sources (both photographs and moving images) by cultural A transmedia story unfolds across multiple media platforms with each new textmaking a distinctive and valuable contribution to the whole. In the ideal form of transmedia storytelling, each medium does what it does best -so that a story might be introduced in a film, expanded through television, novels, and comics; its world might be explored through game play or experienced as an amusement park attraction'. 33
The principle or narrative strategy of transmedia storytelling has so far only been explored for marketing purposes (franchising) and fictional formats, characters and storylines. I think that transmedia storytelling not only shows great promise for fictional storytelling, but for 'factional' storytelling and new ways of experiencing and appropriating historical knowledge as well. 34
Why not encourage our students to produce podcast-features using original 
